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Lions and Tigers and Rears and
Environmental Activists, Oh My!
An Eco-critical Reading of L. Frank Baum's
The Wonderful Wizard of Oz
Mollie Barnes & Rebecca Weber

Agnes Scott College
Decatlll: Gem:e,ia

I

n L. Frank Baum 's The Wonder/it! Wizard of Oz. Dorothy
and three friends, the Scarecrow, the Tin Woodman, and

the Lion, travel to Emerald City in search of happiness. In
the process, they also find home. The characters' journey
through the Land ofOz is not a linear progression; rather, it
is a jumbled passage through the forests and the fields to the
city-and then back again. The confusion that Dorothy and
her companions experience during their seemingly aimless
travels in Oz reflects the confusion that many Americans
experienced during the 1900s in the developing Midwest:
the conflict between economy and ecology. Baum, who lived
in the Dakotas, saw the dustbowl transformed into an industrial frontier. His fictional Kansas and Oz reflect this
reconstruction of the natural world. lie sets a gray but real
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Kansas prairie against a rich but illusory Emerald City that,
in many \vays, resembles Chicago after the 1893 Columbian
Exposition. In this way, Baum situates his novel at the
nexus of the cmironmcntalist debate. Published in 1900,

The Wonder/it! Wizard ofOz speaks to a young generation
faced with a new set of ideological questions. Dorothy
and the Tin Woodman are products of their natural environments and their socioeconomic environments. Throughout the story, these two characters waver between acting
for themselves and acting for their environments. They
arc both wild and domestic. They arc both protectors and
destroyers.
The first American ecologists were tum-of-the-century writers and politicians. While nineteenth-century essayists like Ralph Waldo Emerson and Henry David
Thoreau wrote about the value of the American environment, twentieth-century activists like John Burroughs and
John Muir wrote about the vulnerability of the American
environment: "although the roots of an environmentalist
consciousness can be found in Romanticism and ... Transcendentalism, environmentalism in its modern sensewhich implies an active effort to conserve and protect nature-is little more than a hundred years old" (Rahn, "Green
Worlds for Children" 151 ). Baum lived and wrote during
this transitional period. His story captures the beginning
of an American identity crisis historically and geographically. David B. Parker, Professor of History, explains that
Bamn published The Wonder/it! Wizard of Oz "when the

United States was in a tremendous state of t1ux, its rural
agrarian society steadily giving \vay to cities and factories.
Some Americans championed the new urban/industrial order, while others mourned the loss of a more traditional
life and the values and virtues that had accompanied it"
(:2). Dorothy represents this divided American population

because she comes from Kansas, a state in the heart of an
American Midwest that was in a period of transition. The
characters in The Wonder/it! Wizard of' Oz experience the
tensions of Baum's time as they travel across the
Munchkins' fields towards the Wizard's Emerald City.
The publication of The Wonderjitf Wizard

ol Oz

marks an important moment in American children's literature and in American environmental literature. In "Green
Worlds for Children," Suzanne Rahn explains the deeprooted connection between the tv,o:
[N ]ot surprisingly---if one believes, like the Romantics, that children and the green world belong together-children were informed and involved from the outset. In fact, merely by studying old volumes of St. Nicholas Magazine that
children read in the 1870s and '80s and '90s,
one can trace the changes in attitudes toward
the wilderness and its creatures with which environmentalism began. ( 151)
Activists created the first green magazines and organizations in the late I ~WOs and early 1900s for children, not for
adults.

Consequently, these children were tbe fir~t Americans
\\1dely c'l.poscd to conservationistthinkmg. Baum speaks
to the ch1ldrcn of th•s generation through the nct•om. of
Dorothy, a httlc girl. Fred Erisman "rites, "Baum \~rotc
for children--children who would become the adu lts of
the next genera tion. He presents to them a twofold picture
of'lhc wllrld: in one form it is flawed, but still posscsse~.
in truclitionu l volucs, the seeds of perfection; in the other, it
is perfect" (qtd. in Bloom 6). When reading The Wonderfit/ Wizard of Oz. children must confront this conflict of
values. Baum docs not reduce the selling of h•s story to a
symbol. Doroth}. the Tin Woodman, the L1on, and the
WiLard feel connected to the countryside, not to the country. They define home as a natural place. not as a political
construction. Shll, Baum's book is not a scientific study
of the plants and animals in the Land of01. Instead, it i\
the story of an American girl who must choose between
proliting from the land and preserving the land as she tries
to lind herself and her way home.
Boum introduces Dorothy by describing the lnnd
from which ~he comes: ''Dorothy lived in the midst of the
great Kansas prairies, with Uncle l-lelll'), "ho was a former,
and Aunt Em, who was the fanner'swife" (Baurn II). The
first sentence of the story tells the reader' cry httlc about
Dorothy. Instead, it places the protogoniM 1n on en~ •ronmental and economical context: Dorothy comes from a
rural, but agricultural, area and probably from a poor, but
hard-working, fnmily. The words "in the midst" suggest

that Dorothy is JUS I a small part of her surroundmgs. Likewise, uncle llenry is simply "a farmer·· and Aunt Fm is
\imply "the farmer's wife." Baum descnb.:s L ncle llcnry
"ith an mdefinitc article, mnkmg ham uppear nnonymou~
in the "great Kansas prairies." lntereshngly, Baum's initial
depiction of Aunt Em makes her the domesticator and the
dom~~ticmcd: she lives and works on the form, but she
belongs to her husband.
t:rom the start, nature seems more powerful than
people. The sun and the wind- untamed, intangible pans
of nature define the land and the furmhcs who depend on
at. In the openmg scene, Dorolh} i~ \lUIIC because her surroundings are static:
[W]hen Dorothy stood 111 the doorway and
looked around. she could ~ce nothing but the
great gray prairie on every sadc. Not a tree nor a
house broke the broad sweep of Om country that
reached the edge of the sky in al l directions. The
sun had baked the plowed lond into u gray mass,
with little cracks running through it. Even the
grass was not green. lor the sun hod burned the
tops of the long blades until they were the same
gray color to be seen e\el) where. ( 12)
The young gtrl sees the emptiness of the American
Mid,, est from the doon,ay ofh.:r house, the only \i~ible
boundary in the scene. Dorothy's home appear~ empty and
eroded hut vast. The soil is weather-beaten. The sun,
which should nourish the grass. ha~ ki lled il. The words
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"nothing," "not," and "gray" make the ground appear barren, like the Dakota badlands, not fertile, like the fields in
Kansas. Biographers attribute this geographical incongruence to the fact that Bawn lived in the Dakotas, not in Kansas (Bloom I). Agriculture is central to their small community, but the land means more than money. In the chapter entitled '''Now We Can Cross the Shifting Sands': The
Outer Landscape ofOz," Rahn explains that "Bawn 's most
conspicuous cluster of sensory details occurs in the first
two chapters of The Wizard, creating the contrast between
gray, dry Kansas, and the colorful, fertile \vorld ofOz; his
purpose here ... is not simply to make both places vivid to
the imagination but to detine them as states of being" (The

Wizard o/Dz: Shaping an Imaginary World 80). The land
is as alive as the people. The sun has human actions- it
bakes, bums, and plows. These verbs describe a sort of
domestication: the weather cooks the grass until the ground
is gray and dead. Through these verbs, Baum suggests
that the fanners affect the land at least as much as the land
affects the farmers. In fact, before Americans made the
Midwest the agricultural center of the country, the grass
grew five or six feet high (Chicago: City

(~/the

Century).

Nature domesticates the land through the heat of the sun
and the fam1ers domesticate the land with the blades of
their plows. The reader-a child at the turn of the century-must decide whether the land in the story is gray
because it is wild or gray because it has lost its wildness.
Baum also attributes the graying ofthe house and
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the people to the weather, an uncontrollable part of the Kansas wilderness. The paint on the farmhouse t:1dcs and
cracks, like the soil, despite Uncle llcnry and /\unt Em's
effort to preserve it: "once the house had been painted. hut
the sun blistered the paint and the rains washed it away,
and now the house was as dull and gray as everything else"
(Hawn 12 ). Nature has a similar damaging effect on Aunt
Em, who becomes gray, physically and psychologically,
after she moves to Kansas: "when Aunt Em came there to
live she \vas a young, pretty wife. The sun and wind had
changed her, too. They had taken the red from her cheeks
and lips, and they were gray, also. She \'>·as thin and gaunt,
and never smiled, now" ( 12). Aunt Em, a childless woman,
is infertile because her environment is stagnant. Similarly,
Uncle Henry defines himself and his life by the cycle of
the sun and the cycle of the soil. Farming allows Uncle
Henry to be independent from the political development of
the country hut forces him to be dependent on the agricultural development of the land. The farm is Uncle Henry's
work, hut it is also his home: "he worked hard from morning till night and did not know what joy was. lie was gray
also" ( 15). Thus, in the first few pages of the story, Hawn
reverses the typical human-nature relationship. The land
docs not reflect the people's psychological or physiological state. Instead, the health ofthe people retlects the health
ofthe land (Barry 259). With this subtle difference, Baum
establishes an ecological-rather than an anthropomorphic -attitude.

Toto, Dorothy's dog, brings the scene and the little
girl to life: "it was Toto that made Dorothy laugh, and
saved her from growing as gray as her other surroundings.
Toto was not gray; he was a little black dog, with long,
silky hair and small black eyes that tv,inkled merrily on
either side of his funny, wee nose. Toto played all day
long, and Dorothy played \Vith him, and loved him dearly"
( Baum 15 ). Like Dorothy, an orphan, and Aunt Em, a childless woman, Toto seems displaced in rural Kansas. Little
black dogs are not native to the Midwest. Toto's fur is
black and healthy against the gray fields, and he is a pet,
not a sheepdog or a wolf. Perhaps he is black because he
is not completely \vild or completely tame. Toto is stuck
in the middle ofthe struggle between humans and the environment. Because he is not part of this struggle, he is
not gray.
Eventually, a cyclone disrupts the stillness and the
silence on the farm.

Before the storm approaches, the

people are static: Dorothy stands in the doorway, Aunt Em
stands at the sink, and Uncle Henry sits on the porch. After spotting the dark clouds, however, Uncle Henry "ran
toward the sheds where the cows and horses were kept"
and "Aunt Em dropped her work and came to the door"
( 16 ). The characters' movement on the farm is only a reaction to the movement of the approaching storm. Uncle
Henry's \varning to Aunt Em serves as the first piece of
dialogue: "'[Tlhere's a cyclone coming, Em,' he called to
his vvife; 'I'll go look after the stock"' ( 16). In this way,

l)

the storm introduces Baum 's story. Interestingly, Uncle
Henry behaves like a farmer in this moment, not like a
husband. His instinct tells him to protect the farm animals
first, not Aunt Em or Dorothy. The reader must wonder
whether Uncle llenry runs to the barn to save the

CO\VS

and

the horses because they are helpless animals or because
they represent a potential profit.
When the cyclone hits the farmhouse, the wind
sweeps Dorothy and Toto up into the air. The passage describes the energy and the entropy of the storm, not the
fears of the girl caught up in it: '"the north and south winds
met where the house stood, and made it the exact center of
the cyclone. In the middle of a cyclone the air is generally
still, but the great pressure of the wind on every side of the
house raised it higher and higher, until it was at the very
top of the cyclone; and there it remained and was carried
miles and miles away" ( 16-1 7 ). Indeed, Baum 's language
is scientific. I Ic positions the house in the '"exact center''
of the spinning cyclone and measures the '"pressure of the
wind" that surrounds Dorothy and Toto. The weather's
function is practical because the cyclone removes Dorothy
from one setting and replaces her in another in a very real
\vay. As Peter Barry states, '"the storm is a storm, and not
just a metaphor" (259). The external chaos in the environment does not represent an internal chaos in Dorothy's
min d.
In fact, the cyclone does not scare Dorothy until
Toto wanders '"too near the open trap door'' ( Baum 17).
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Both Dorothy and Toto appear desensitized to nature because of their respective forms of domestication.
Dorothy manages to fall asleep while the house whirls
across the desert to the Land of Oz. When Dorothy wakes
up, she finds herself in a very different environment: "banks
of gorgeous t1owers were on every hand, and birds with
rare and brilliant plumage sang and fluttered in the trees
and bushes. A little way off was a small brook, rushing
and sparkling along between green banks, and murmuring
in a voice very grateful to a little girl who had lived so long
on the dry, gray prairies" (22 ). Baum sets the green in Oz
against the gray in Kansas, the "rich and luscious fruits"
against the "baked" and "burned" grass, and the birds' songs
against the prairie's silence. As an outsider, Dorothy appreciates the natural beauty of the trees, but Baum also
attaches a monetary term to them. Their fruit is "luscious"
and "rich" (22). Dorothy, who was raised on a farm, sees
the trees as plants and as a form of produce. The Land of
Oz becomes a sort of utopia because it is "rich" in aesthetic and economic value.
Still, Dorothy never plans to stay in Oz. She feels
homesick for her family and her farm in Kansas. Eventually, she meets the Good Witch of the North, who tells her
that the Wizard in Emerald City will help her find a way
home. When Dorothy asks how to find the city, the Good
Witch says that "it is exactly in the center of the country"
(31 ). Dorothy learns that Emerald City was built by the
Wizard, a man from Omaha. While Dorothy represents
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the rural people in the Midv-.est, the Wizard represents the
city-builders. Architects came to Chicago and "built the
White City ofthe I R93 World's Columbian Exposition from
the marshes along Lake Michigan" (I learn 267). Within a
fe\v years, this "mud hole" \\as transformed into a "metropolis" ( ChicaRo: City olthc Centtny). The Wonder/it!

Wizard ol Oz was published only seven years after the
World's Fair. Chicago, like Ernerald City, sits in the center
of an agrarian country. Both cities serve as links between
the East and the West. Furthermore, both cities display
their developers' wealth. Chicago's White City was classical. The buildings and the streets were constructed of
white marble. Likewise, the Wizard paves the streets of
his city with marble and lines the cracks with emerald
stones. His city's green glow is artificial. Michael Patrick
Hearn writes, "fO]fcourse the magic of the White City of
Chicago was all an illusion like that of the Emerald City of
Oz" (26 7). Emerald City, the capitol of Oz, reflects the
industrial need for money in place of nature. Historians
say the same about the construction of the White City:

"f~)r

much ofthe nineteenth century ... [America! was a familiar world, rooted in nature," but "Chicago turned this world
on its head" (Chicago: City of'the Century). In essence,
Emerald City, like Chicago, "was a crucible of the larger
transformations that the country was undergoing-from agriculture to industry, from rural isolation to the cro\vding
of urban life, from the seasons and the movements of the
sun dictating our rhythms to the movements of the punch
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clock" (Chicago: City oj'the Century). Dorothy-like all
Americans at the tum of the century-must confront these
"transformations" so that she does not stay stranded, alone,
in an unfamiliar country.
Dorothy begins interacting with her environment
more directly when she begins her journey through Oz along
the yellmv brick road. The choices that she makes in order
to survive reveal her system of values.

In some cases,

Dorothy's actions are defined by self-interest; in other cases,
her behavior suggests a growing concern for the environment. Before she leaves the house and starts down the
yellow brick road, Dorothy prepares some food, but she
cats only bread and fresh fruit during her long journey to
the Emerald City:
[W]hen Dorothy was left alone she began to
feel hungry. So she went to the cupboard and
cut herself some bread, which she spread with
butter.

She gave some to Toto, and taking a

pail from the shelf she carried it down to the
little brook and filled it with clear, sparkling
water. Toto ran over the trees and began to bark
at the birds sitting there. Dorothy went to get
him, and saw such delicious fruit hanging from
the branches that she gathered some of it, finding it just what she wanted to help out her breakfast. ( Bawn 3 5)
Raum details Dorothy's eating habits throughout the story.
For instance, she eats eggs and porridge when she stops to
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rest in a Munchkin farmer's house. On another occasion,
Dorothy and the Tin Woodman beg the Lion not to hunt a
deer even though they have run out food. Dorothy's diet
suggests that she is a vegetarian: '"Oz was free from many
of the fads which have attracted much attention in the outside world,' S. J. Sackett wrote in 'The Utopia of Oz.' At
one time, however, Dorothy was taken by an idea which
was rather close to vegetarianism. A close look at Dorothy's
diet in The Wizard o[Oz reveals no meat of any kind" (Hearn
118). Dorothy does not subscribe to vegetarianism out of
necessity. The Tin Woodman and the Lion, friends she
makes while traveling down the yellow brick road, are quite
capable of hunting. Dorothy, like Baum's mother-in-law,
Matilda Joslyn Gage, is likely an ethical vegetarian. Gage
writes that such vegetarians "'think all life-even of animals, birds, and insects-is sacred. They think it is very
wrong to kill anything that lives. They also think it is bad
for anyone to eat flesh food"' (qtd. in Hearn 118). Dorothy never eats any kind of animal. In his "Introduction,"
Baum claims that The Wonderful Wizard of Oz is not designed to teach morality; however, Dorothy, like Baum's
readers, is a child who is in the process of learning right
from wrong. Dorothy's decision not to eat meat reflects
her evaluation of the ethical environment in which she lives.
On several occasions, she chooses an animal's welfare over
her own.
When Dorothy meets the Scarecrow, however, she
must question her clear-cut definition of "animal." The

I-I

Scarecrovv~a

man made of straw, not flcsh~appears very

much alive to Dorothy and Toto. Baum describes his body
in great anatomical detail: "its head was a small sack stuffed
with straw, with eyes, nose, and mouth painted on it to
represent a face. An old, pointed blue hat, that had helonged to some Munchkin, was perched on his head, and
the rest of the figure was a blue suit of clothes, \\Orn and
faded, which had also been stuffed with straw'' (Hawn 42).
The Scarecrow blurs the line between the human world
and the natural world. His body, which is stuffed with
straw, comes from the land, but his face, which is painted.
comes from the people vvho harvest it. Furthermore, the
straw man wears a Munchkin's clothes. Dorothy accepts
these liminal states because she has seen scarecrows in
Kansas; however, she feels confused when the Scarecrow
begins to move: "while Dorothy was looking earnestly
into the queer, painted face of the Scarecrow, she was surprised to sec one of the eyes slowly wink at her. She thought
she must have been mistaken, at first, for none of the Scarecrows in Kansas ever wink; but presently the figure nodded its head to her in a friendly way" ( 42-45 ). In Kansas,
the scarecrows stand still in the cornfields. In Oz, however, these mannequins become real men.
The new agricultural and industrial landscape challenges Dorothy, like all Americans at the beginning of the
twentieth century, to evaluate what critic G. Stanley Hall
describes as "the difference between living tissue and dead
matter, between life and mechanism" ( qtd. in Culver 614 ).
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Dorothy confronts this difference through her doll-like
friends, the Scarecrow and the Tin Woodman. Dorothy
and the Scarecrow understand that he has a very different
kind of body--hers is human, while his is dried grain-but Dorothy docs not make a distinction between the two
kinds of life. Does the Scarecrow consider himself a person or a product of the agricultural landscape? He says
that he cannot feel because he is not made of flesh: "I
don't mind my legs and arms and body being stuffed, because I cannot get hurt. If anyone treads on my toes or
sticks a pin into me, it doesn't matter, for I can't feel it"
(Baum 4 7). The Scarecrow devalues his own body, suggesting that he is vulnerable because he is constructed of
natural elements unnaturally. He is unfeeling physically,
but not emotionally. The Scarecrow's complicated sensitivity helps to make Dorothy aware of the perhaps muted
environmental debate ofher time. Ultimately, Dorothy must
decide whether she can identity with the Scarecrow. Accordingly, Hall "saw in the doll 'the most original, free
and spontaneous expression of the child's mind' ... Doll
play seemed ... an important tool for getting children to
confront difficult questions about human identity and embodiment" (Culver 613). In the real world, children learn
that dolls cannot move or speak or feel, but in Baum's
world, Dorothy learns the exact opposite through her anthropomorphized friend.
Dorothy and the Scarecrow talk about the meaning
ofhome as they travel down the yellow brick road together:

I (J

'"[Tjellmc something about yourself~ and the country you
came from,' said the Scarecrow'' ( Baum 52). Dorothy tells
him "all about Kansas, and how gray everything was there,
and hO\\ the cyclone had carried her to this queer Land of
Oz" (52). While she describes Kansas, Dorothy says noth-

ing about herself: her family, or her own interests. She
tells the Scarecrow only about the farm and the weather.
Dorothy's response suggests that she defines herself by her
homeland. Moreover, Dorothy interprets the \Vord "country" to mean countryside. For Dorothy, Kansas is a natural
environment, not a political environment. When the Scarecrow replies, "'I cannot understand why you should wish
to leave this beautiful country and go back to the dry, gray
place you call Kansas, "'Dorothy becomes defensive. She
says, '"

rN ]o matter how dreary and gray our homes are,

we people of flesh and blood would rather live there than
in any other country, be it ever so beautiful. There is no
place like home'" (52-53). Ironically, the little, lost girl
must explain her feeling of rootedness to the man made of
straw. Before Dorothy rescued the ScarecrO\v, he stood
above a cornfield, attached to a pole. Despite this physical
connection to the land in Oz, the ScarecrO\v cannot understand Dorothy's emotional connection to her home in Kansas. Dorothy explains to the Scarecrow that unlike people
of straw, "people of flesh and blood" depend on their homes
for happiness and security (52). In essence, Dorothy says
that she chooses home because her natural instincts overpower her interests in beauty or wealth.
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Still, the Scarecnm may hen c a point. In his discussion of wild and domestic lands, Barney Nelson describes Western writer Mary Austin's pcrspecti\c on
rootedness and its relationship to the concept of homeland.
Austin vvas "so fiercely loyal to place that she belie\ cd any
desire to return to a former homeland. through a mythic
longing either for a lost Eden, for lost tribal lands. or for
lost childhood places, was a sentimental. nostalgic journey that devalued the current home" (Nelson 19). In this
way, Dorothy's yearning for her home in Kansas, for either
emotional or economical reasons, "devalues" the
Scarecrow's home in the Land of Oz.
As the two continue down the path, the fields fade
into the forest. The environment and the animals that live
in it become wilder: "there were no fences at all by the
road side now, and the land was rough and untilled. Towards evening they came to a great forest, where the trees
grew so big and close together that their branches met over
the road of yellow brick. It was almost dark under the
trees, for the branches shut out the daylight" (Bawn

5~).

When Dorothy and the Scarecrow venture further into this
wild part of Oz, they meet the Tin Woodman, v,·ho is
debatably the least wild of the four main characters in the
novel. The Tin Woodman blurs the distinction not only
between human and not human but also betv,:een wild and
domestic. His tin body reflects the Industrial Revolution,
the time period during which Baum wrote his story, particularly the industrial impetus that led to the development

IX

of Chicago. Baum's contemporaries-like the notorious
muckraker Upton Sinclair-and modern-day historians
look to the meatpacking industry as the prime example of
the Midwest's economic and environmental exploitation:
'[I]n Phillip Armour's Chicago, they did it
straight,' Norman Mailer \\ould write, 'they cut
the animals right out of their hearts,' which is
why it was the last of the Great American Cities. And people had great faces, as carnal as
blood, too impatient for hypocrisy, an honest
love for plunder. The Chicago packing houses
became the largest killing field in the world [... ]
a person could visit the lumber yards or the grain
elevators without pondering their meaningnot the stockyards. (Chicago:

Ci~r

of' the Cen-

tu rv)
In the late 1800s and early 1900s, people destroyed trees
and killed animals living on the land on \vhich they built
cities. Ballin embodies this cont1ict between man and nature through a character-the Tin Woodman. He humanizes the Tin Woodman, who retains a human spirit even
when his physical body is replaced with a mechanical body.
This humanization redefines what a living organism is and,
therefore, what a wild organism is. Hearn writes that "by
transforming the talking beasts of ancient folk tales into
talking machines, Baum grafted twentieth-century technology to the fairy talc tradition. The useful, friendly, companionable creatures of Oz became part of the child's

]ll

t~unily

lik, much a:-. thl' aul1li11Uhik \\a:-.

hL'Ull1llJJ,;

ilitc-

grated into l'Oiltl'mporary i\merican society,. ( :\S ). lh'-· li11
Woodman rclatl's thl' talc ol· his recrl'atiotL dmin:! \\ iJicl1
the Wicked Witch

or the

l.:t.st l'I1Chants his

:1'\\: .SP

til;ll I!

chops ofT Olll' of his leg:-., then the othl'r, and Culltllll!es

Ill

this pieceml'al manner unlll the ltn \\ oodman musl cr:11'i
himself an entirely 11l'\\ body. I k hl'comes ltn ti·otn IK·ad
to toe. In losing his physil'al and natural body, it is smprising that the Tin Woodman is abk to maintain his lik. I k
docs not lose the source of"\\ ildncss" present in allliYing
things. In his essay "Walking," I knry Dm id Thoreau ""argues that wildness is

1. . . 1

soml'lhing that cannot hl' lost,

something that should be both\ alued and karl'd" (Nelson
4 ). Like Thoreau, BaLlin "'makl's it clear that ciYili/ation

can hide it, oppression can stilk it, hut scratch the

surt~1ce

deep enough to dnm blood, and\\ ildnl's:-. springs eternal"
(Nelson 4). Perhaps thl' Tin Woodman's lack

ol

blood leads

to his ecologil'al ignorancl' and am hi\ akncl'. The paradox
of simultaneously being a producer and a destroyl'r originates from the'\\ ildness·· that remains in his human soul
the undeclared dri\ ing t()t'Ce \\ hich keeps him ali\ l'. Nelson
writes that '"in short, the 'wildness' ThmTau struggks to
define cannot he hrl'd out. beatl'n out, preachl'd out, educated out. or domesticated out of' any animal" (7). Nor can
it he chopped ol{ as in the Tin Woodman's case.
The Tin Woodman also

pron~s

uncategorizablc hl'-

cause his line ofwork places him in the midst of a natural
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setting-the wilderness of a thick forest. But he lives like
the less vv ild, more realistic Munchkins: he has a job, owns
a cottage, and interacts with the M unchkins, especially associating himself with "one ofthe Munchkin girls who \\'as
so beautiful Ihe] soon grew to love her with all !his] heart"
( Baum 70 ). Roth the Tin Woodman and the Scarecrow blur
Dorothy's categorical definitions. The Tin Woodman admits that he has no brains, like the Scarecrow; still, the
Woodman chooses ignorance over unhappiness: '"I shall
take the heart,' returned the Tin Woodman; 'for brains do
not make one happy, and happiness is the best thing in the
world'" (73). This choice to remain without brains reflects
the fact that the Tin Woodman is ignorant about ecological
matters and about the consequences of his actions.
The Woodman's dual is tic nature is further developed
through his trade. As a woodcutter, he is part ofthe wilderness, but he also destroys the wilderness. His profession
requires him to be an inhabitant of the forest-not of the
village or the city. This puts him in constant close contact
with nature. At the same time, however, he chops down
trees to build houses, making him both producer and destroyer.

The producer-destroyer duality in the Tin

Woodman's occupation echoes in the duality of his own
physical body: as his ncvv tin body was produced piece by
piece, his old, natural body was destroyed. Consequently,
the Woodman's first contribution to the newly-formed group
happens when he "set to work with his axe and chopped so
well that soon he cleared a passage for the entire party" (69).

' 1I
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He produces a clear path fur the group ac.; he dL·..,tn•: s thL·
surrounding natural habitat. :\s he doec.; thi..,. the I in
Woodman states that he .. ,,~h the ,,on nl· d \\t)(ldlll;tJl '' ilo
chopped d(m n treec.; in the l(lrL''>l :tml '>uld the ''om! lor a
living. When I he I gre\\ up Ihl·l t<Hl hecamL'

a'' ood-chop-

per" (70). Thus. the Tin Woodma11 rc\ cab that tit~.? dtc.;mcillbenncnt ofthe forest has a prc<.lcc.;tinL·d. patriarch;t! hic.;J(li').
Dorothy karns to distinguish bet\\ ccn t1csh and str<n\
when she meets the Scarccnm. Similarly. she learns to distinguish bct\\Ccn mak and kmale \\hen she meets the Tin
Woodman:
[Tlypically in Oz. women arc ... organic or 'meat
people,' \\hi lc men arc more o lkn than not man ikins or robots; thus Bawn 's child reader learns
sexual ditlcrcnce as she learns \\hat I !all sa\\ as
the more basic distinction bcl\veen organic and
vital organization. As she learns this difference,
the reader confronts two antithetical drives: the
female urge to incorporate is juxtaposed to a

masculine desire first articulated in The vVi::ard
o/Oz by the Scarecnm and the Tin Woodman.
(Cuhcr 619)
lie is a Tin Woodman. \\hilc Dorothy is a young
girl. The Woodman, li\ ing on the edge of ci\ ili..tation, re-

tlects all the characteristics or a typical male figure: "11-rmtiersmen, mountain men. and CO\\ boys arc represented as
romantic, handsome. aggressive, self-reliant, and. ofcourse.
happily single" (Nelson 5...J. ). Indeed, the Tin Woodman
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proves romantic and self-reliant, hut also happily single.
Though he says he laments his lost Munchkin love, the Tin
Woodman desires even more the emotion and happiness
that come with having his O\Yn heart. Culver writes that
'"one could argue that while Baum's male characters anticipate science fiction's obsession with the robotic duplication of humanity, his female characters look hack to the
archaic and aristocratic dualism ofwicked witch and fairy
princess" (616). Even the Tin Woodman's instinct becomes
mechanized \vhcn his axe turns his body to tin. I lis longing for a heart is really a longing for a tangible organ, not a
longing for intangible love.
As the three companions continue toward Emerald
City, Dorothy notices that '"the road was still paved with
yellow brick, but these \vere much covered by dried
branches and dead leaves from trees, and the walking was
not at all good" (Ballin 79). The trees hide the vestiges of
human construction when the environment gets wilder: the
natural brown branches cover the man-made yellow bricks.
The animals in the forest grow wilder, too. Dorothy hears
''a deep growl from some wild animal hidden among the
trees," and moments later, the Lion "bound[ s] into the road"
(79-80). The Lion attacks the Scarecrow and the Tin
Woodman, but Dorothy smacks him before he hurts Toto.
At first, the Lion seems characteristically violent; however,
he soon reveals that he feels just as scared as Dorothy and
her friends. The Lion says,'" rA 111 the other animals in the
fcJrest naturally expect me to he brave, for the Lion is

every\\ here thought to he kint,'
ucs,

--·~'hcnc\cr

ol B,?;l:-.h.".

l'\c met a manl'\l' hccn

hutlil' lllillill

~~''

hut I just roared at him, aml he h:h al\\:1):--. run

fulh

·,~_·:~t·,·d:

:.1\\:l\ :t'- !:1\l

as he could go"' ()'-\2). Thus, the Lion, like Dor1lth\. llxl:-.
stuck bcl\\Cl'll instinct and scJI:..intcrcst. I k kno\\S

th:~t

he

is supposed to protect the forest rrom human im adcr'., hut
he gets caught up in his

O\\

n emotions. I k is a\\ ild beast.

but he is also a scared animal. The Lion\\ ioknt response
and Dorothy\ \ ioknt response arc rooted in the sa111L'
kar-a tear or otherness. Dorothy and the Lion become
ti·ightencd because they cannot distinguish each other as
c !early '' ild or clearly domestic creatures. \Vritcrs u r the
American West '"realized not only that this imagined dichotomy bet\\een the \\ild and domestic \\ilS Ldse. hut that
it also encouraged treating the West as a place of\,ild ·otherness'" (Nelsen 57). When Dorothy scolds the LiPn li.1r
attacking her dog and her Ill'\\ ll·iends, the Lion asks'' hat
kind of creature Toto is: '"Ills he made of' tin, or stulkd'.1 '
asked the lion. 'Neither. He\ a
girl" (Hawn

~Q).

a

a meat dog,· said the

The Lion, like Dorothy, seems to struggle

with distinguishing bet\\ ecn llesh and stra\\ and tin.
Although Dorothy docs not seem shocked that thl?
Lion has human qualities, his pcrsoni !!cation is :-.1gni lie ant
to the tC:\l. The popularity

or animal

'.(Orics in the late

1~00s and early 1900s rcllccts the period's politicized LTdlscnationist climate. According to Suzanne Rahn, ··one or
the most striking de\ clopmcnts in the his tor) of children's
literature is the sudden rise

or the

animal storv. hoth

2--1

realistic and fantastic ... particularly, the story of lri/d
animals. Before 1890, the few animals had been nearly all
domestic animals" ("Green Worlds f()r Children" 159). Furthermore, Rahn writes that "perhaps the most startling innovation in the animal stories ofthis period is the appearance of wild predators in sympathetic roles" (6 ). The Lion
is not just a \vild animal: he is a predator. but he is a cowardly predator. Like Dorothy, the Scarecrow, and the Tin
Woodman, the Lion feels displaced and incomplete in his
surroundings so he decides to travel to Emerald City to see
the Wizard. When the Lion joins Dorothy and her companions, The Wonder/it! Wizard of" Oz becomes a classic
American animal story and an early example of children's
environmental fiction.
Baum 's environmentalist stance is most obvious toward the end of the characters' journey to the Emerald City.
The tensions between the characters in Baum 's story represent the tensions between the people who supported preservation and the people who supported production: the
Lion serves as a protector ofhis natural environment while
the Tin Woodman appears to be its destroyer. The Lion
reminds the reader that nature is its o\vn protector against
the industrial and destructive influence of man. The Lion,
a "meat" or flesh animal, coexists with nature and serves
to scare away the potentially dangerous human predators.
The Lion is a representative of the Transcendentalist sentiments that saturated American Literature in the nineteenth
century.

Through the Lion, Baum echoes Thoreau's
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environmentalist thinking that "in Wildness is the preservation ofthe world"' (qtcl. in Nelson 4). Nelson continues
hy explaining that

"I Thoreau]

docs not say that wi Iciness

needs our condescending protection, hut rather that wildness will protect us" ( 4 ). Throughout the novel, the Lion
ignores his cowardice to protect the party oftrav elers, much
as he protects his fellow forest creatures before meeting
Dorothy, the Scarecrmv, and the Tin Woodman. The reader
meets the Lion during one of his protective houts, when he
views these half-men as a potential threat to his homeland.
Nature seems well-suited to care not only for its inhabitants but also for itself. For example, when the three first
leave the frontier and enter the wilderness, the Tin
Woodman declares, "' [ Ilf I should get caught in the rain,
and rust again, I would need the oil-can badly'" (Haum
69). The Tin Woodman learns to fear the rain-a natural
force. lie seems to understand that nature will fight against
his abuse of the forest, perhaps rendering him immobile
for "more than a year" again ( 65 ). Nature repeatedly gets
its revenge for the Tin Woodman's violent tree chopping.
During their journey out of the forest, the Woodman
inadvertently steps on a beetle and kills it. In this instance,
his natural instincts

0\

ercome his industrial, tin half and

make him "very unhappy, for he was aJvyays careful not to
hurt any living creatures" (85). It seems paradoxical that
the Woodman, whose body blurs the distinction between
animal and machine, creates such a clear distinction betvvcen creature and non-creature. lie has no qualms about

chopping trees, but he

"I weeps l

several tears of sorrow

and regret" over one beetle (85). Hearn comments on this
entrenched incongruity: "Despite his lack of a heart, the
Tin Woodman is still able to express concern for all living
creatures; evidently he has learned from the experience that
closed the last chapter. But his moral position remains
ambiguous" ( 118). The Woodman's body is both natural
and industriaL and his behavior reflects this blurred identity. lie vvavers between supporting nature and supporting
industry.
Even the Tin Woodman's environmental activism
appears tainted by his industrial nature. His activist tendencies resurface when the group stops for dinner after
joining up with the Lion, who offers to "go into the forest
and kill a deer" (Baum 89-90). The Tin Woodman vehemently objects to hunting. ''Don't! Please don 't...l should
certainly weep ifyou killed a poor deer," he pleads (90),
identifying with a natural wildness and reinforcing the vegetarian lifestyle that values animals as living organisms,
hut, ironically, devalues plants. The Woodman, like the
intrusive and destructive speculators in early twentiethcentury Chicago, is driven by self-interest. While he acts
like an ecological activist for the life of the woodland creatures, he denies the Lion's natural tendencies as a predator
and a provider. In this v\ay, the Tin Woodman realigns
himself\vith his industrial half. He also reinforces a masculine model-the industrial man as the provider. He opposes the Lion's otTer to hunt, but he has no problem

chopping down trees. I Ie uses his man-made tools to provide warmth for Dorothy, but he denies the Lion a more
instinctive means of providing food for her. The Tin
Woodman mimics the selfish speculators of the American
frontier because he is driven by profit-a new heart awaits
him in Emerald City. Likev,ise, Chicago, the city on which
Haum based much ofOz, "is the city where ... human life
is secondary to making money'' (Chicago: City o/the Centwy). In his quest for personal profit, the Tin Woodman

neglects the basic needs of the rest of the party. In fact, the
Tin Woodman, who does not even eat, is the character that
objects most to the Lion's hunting. Furthermore, he makes
no effort to supply food for the "flesh" members of their
group: the Scarecrow provides nuts for Dorothy and the
Lion must fend for himself. In effect, the Tin Woodman
"tames" the Lion, the only wild one in the group.
The Tin Woodman tries to blunt the Lion's instincts
again, later, when the four travelers come to a very vvide
and very deep gulf that proves impassable. The Lion does
not use his natural strength to overcome the obstacle as he
would have done before meeting Dorothy and the Tin
Woodman. Instead, he supports the Scarecrow's idea that
the Tin Woodman chop down a nearby tree in order to build
a bridge, referring to it as ''a first rate idea" (Hawn 94 ).
The Lion even helps the Tin Woodman knock dmvn the
tree. In effect, the Lion joins the Tin Woodman in the destruction of an environment that he formerly protected. Yet
again, a character's former environmentalist tendencies are
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jeopardized and lost to the Tin Woodman's industrial
agenda. In this way, the Tin Woodman is both an object of
the industrial age and an advocate for the industrial lifestyle
\Vhich places economy over ecology and production over
reproduction.
The Tin Woodman also becomes an interesting character for ceo-feminist critics because he embodies
the patriarchal symbolic, [which is I constructed
around dualisms, [andJ imagines production,
culture, the mind, and rationality in terms
gcndcred 'male.' In such a system, \Vomen occupy a contradictory middle ground between
nature and culture, sharing with men the project
of mastering nature, while simultaneously being cast as 'closer to nature' than men arc. (Carr
16)

Eco-feminism associates the devaluation of women with
the devaluation of the natural world. In The Wonder/it!

Wizard ol Oz. Bamn develops these parallel patriarchal
undercurrents through the Tin Woodman. Dorothy, a human girl, is closer to nature than the nearly robotic Tin
Woodman, yet she supports-and is often the cause of-the Woodman's destructiveness. His industrialization and
lost interest in the Munchkin girl subordinates reproduction as it emphasizes the production of his job. As a consequence of this ingrained idea of masculine pmver, the
Tin Woodman's patriarchal relationship with Dorothy subordinates her as both natural and female.

Furthermore,

female rulers, in the form of good and had witches, rule
over the agricultural areas in Oz, while the authority figure
in the metropolitan Emerald City is a man. Playing into
this patriarchal mindsct, Dorothy and the people in Oz never
openly 4uestion his power. The discovery that the Wizard
is a phony is a matter of accident. Baum 's nove I, however,
is pulled by opposing views on the matter of sex and submission. All ofthe characters who actually hold power arc
female; the Wizard, on the other hand, holds only the pmver
of illusion and, therefore, has only the illusion of pmver.
Ultimately, Dorothy, the female protagonist, is the source
of her male companions' success.
Throughout their journey to the city, Dorothy and
her companions struggle against the natural world, but the
world struggles back. As Dorothy and her friends approach
the outskit1s of Emerald City, they face yet another natural
barrier-a field of poisonous poppies. Baum describes
nature's influence over the girl and her anthropomorphized
company: "now it is well known that when there arc many
of these flowers together their odor is so powerful that anyone \vho breathes it falls asleep, and if the sleeper is not
carried away from the scent of the t1owcrs he sleeps on
and on forever" (Baum 111 ). The poisonous smell of the
poppies overwhelms Dorothy, and she falls asleep in the
middle of the field, hut the Scarecrow and the Tin Woodman
carry the girl out of the field, lay "her gently on the soft
grass and wait for the fresh breeze to waken her" ( 114 ).
Ironically, the natural world hurts Dorothy and then nurses
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her back to health; the poisonous smell or the poppies
endangers Dorothy's life, hut the soft touch of the wind
saves her from actual tragedy.
The Tin Woodman's contradictory nature surfaces
yet again in this scene when he escapes the poppy tield
and comes across a wildcat in pursuit of a field mouse.
Despite his earlier declaration that he could never hurt a
I iving creature, he does not hesitate to "cut the beast's head

clean off from its body" to save the mouse ( 118 ). Early in
the novel, the Tin Woodman's heartlessness is a cause for
caution when he deals with life and death matters. Now,
however, the Tin Woodman uses his heartlessness as an
excuse for his violence. He says that he is '"careful to help
all those who need a fricnd'"-even if it means killing another creature ( 118). The Tin Woodman realizes that "it
was wrong for the wildcat to kill such a pretty, harmless
creature," but he does not realize that it is wrong for a man
to kill a wildcat ( 118). The Tin Woodman's duality in this
situation demonstrates an internalized conf1ict between man
and nature. The Tin Woodman is connected to nature in
his humanness, but he subscribes to the masculine industrialist "task of culture [to] transcend or triumph over nature" (Carr 16 ). In this reversal of a natural hierarchy, the
Tin Woodman succumbs to his industrialist urge to control
and dominate nature. I lis industrialist urges prepare the
reader for Dorothy's arrival in the city.
As Dorothy and her friends arrive in the city, parallels between the Emerald City ofOz and the White City of
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Chicago's 1893 World's Fair became even more apparent.
Both arc industrialized. During the World's Fair, electric
streetlamps and spotlights in the White City were so powerful that tanners outside ofChicago could sec the light in
the night sky.

!learn writes that "the 1X93 World's

Columbian Exposition was famous for being illuminated
by electricity and did much to popularize Thomas A.
Edison's marvelous invention. In 1900, electricity was still
one of the world's great untapped wonders. Electric lights
are found everywhere in Baum 's fairy tales" ( 184 ). Likewise, Dorothy sees the green glO\v of Emerald City even
before she reaches the gates that surround it: "as they
walked on, the green glow became brighter and brighter,
and it seemed that at last they were nearing the end of their
travels" ( Bawn 13 7 ). The emeralds become the beacon of
urban life. The intensity ofthe artificial light in Emerald
City seems to atfect Dorothy as much as the intensity of
the sun's light in Kansas; however, the glow in Emerald
City is beautiful. As they enter the city "at the end of the
road of yellow brick," they sec "a big gate, all studded with
emeralds that glittered so in the sun that even the painted
eyes of the Scarecrow were dazzled by their brilliancy"
( 137). The light within Emerald City overpowers the land
and the people surrounding it.
Emerald City "glitters" against the dark land that
Dorothy has encountered so far. As the characters pass
from rural Oz to urban Emerald City, the environment stays
green, but it changes from an organic green to a geological
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city is the color of an emerald, not a cornfield.

This change in the source of color indicates a change in the
values ofthe people. Prosperity makes the people blind to
nature. When Dorothy and her friends ring the bell outside
of the gate, a green man meets them and fastens pairs of
spectacles over their eyes, explaining that if they do not
"wear spectacles the brightness and glory of the Emerald
City would blind rthcm ]" ( 139). Baum writes that the man
has "spectacles of every size and shape," but "all of them
had green glasses" ( 139). Of course, the people arc not
blinded by the supposed green color but by the green glasses.
The spectacles superimpose an artificial nature over thereality of city life. Hearn suggests that "Baliln may be playing with the proverbial phrase 'to wear rose-colored glasses,'
meaning to view the world as better than it really is" (267).
Dorothy and her friends do not seem to
ticc~that

mind~or

even no-

their perception of Emerald City is an illusion.

Historians note a similar ambivalence among the people who
flocked to Chicago at the turn of the century. Historians
remember Chicago as "the explosive city of the new industrial age where there were no rules in the battle between
capital and labor. They were revolutionaries. They felt that
perhaps with a single act of violence, capital would crumble
and a new society would take shape. Chicago is the city
where people driven by profit were blind to nature" (Chi-

cago: Ci(v olthe Centw:v). People came to Chicago to find
work and, ultimately, prosperity. Many immigrants were
blind to the hardships of industrial life: for them, the myth
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of an urban utopia was their only hope. Likewise, Dorothy
enters Emerald City desperate to find a way home. ller
"profit" is a passage back to Kansas. Because she is so
focused on her own needs, Dorothy docs not notice that the
emerald environment is an illusion and that the Wizard may
be an illusion, too.
Baum 's description of the Emerald City appears strikingly similar to historical descriptions of Chicago
during the World's Fair. Dorothy and her friends leave the
gatekeeper and walk down
the streets [thatl were lined with beautiful houses
all built of green marble and studded everywhere
with sparkling emeralds. They walked over a
pavement ofthe same green marble, and where
the blocks were joined together were rows of
emeralds, set closely, and glittering in the brightness of the sun. The window panes were of green
glass; even the sky above the City had a green
tint, and the rays of the sun were green. ( Baum
143)

Similarly, Chicago "was a utopian vision: a city
with broad streets shaded by trees and lined with fine buildings. Statues glistened and fountains f1ashed in the late afternoon sun" (Chicago: City oj"the Century). Emerald City
and Chicago are utopias because their economies project
images of progress. At the same time, hmvever, their environments are being destroyed in order to promote urban
growth. Upon reaching the city, Dorothy's attention shifts

ti·om the natural to the constructed. Once in the Emerald
City, she admires the jewels in the streets just as she admired the trees in the forests. Both are, as Baum v'vrites,
"rich." Dorothy realizes that the Wizard must be powerful
because he is wealthy. Because of this, she feels confident
that he will help her lind a way home. In the city, the wealth
and power of the urban \\orld challenges the power of a
natural world, and it wins. Importantly, Dorothy notices
that the two worlds do not coexist: "there seemed to be no
horses nor animals of any kind. Everyone seemed happy
and contented and prosperous" ( Baum 144 ). In Kansas,
Uncle Henry and Aunt Em have a farm with animals, but
they are poor. Com ersely, in Emerald City, the economy
flourishes, but there are no trees and no animals. The city's
economy comes at the cost of the environment.
When she leaves Emerald City to tind the Wicked
Witch of the West, Dorothy discovers that the green glow is
an illusion: ''Dorothy still wore the pretty silk dress she
had put on in the Palace, but now, to her surprise, she found
it \\as no longer green, but pure white" ( 166 ). Dorothy
sees clearly once she removes the green-glassed spectacles
and returns to a rural environment. When Dorothy and the
Tin Woodman return to the countryside, they revert back to
their instinctive behavior. Dorothy respects the environment, while the Tin Woodman continues to destroy it. The
Wicked Witch, who realizes the threat of Dorothy and her
companions, sends forty wolves to "tear them to pieces"
( 167). Faced with this plague, the Woodman is once again

--subject to the oppositional forces of his body and his behavior. The Woodman, who weeps so readily and easily
after stepping on a beetle, kills these creatures one by one,
without pausing to think or feel: "he seized his axe, which
he had made very sharp, and as the leader of the wolves
came on the Tin Woodman swung his arm and chopped the
wolf's head from its body, so that it immediately died. As
soon as he could raise his axe another would come up, and
he also fell under the sharp edge of the Tin Woodman's
weapon'' ( 168 ). The Tin Woodman's violence in this case
is no accident. He intentionally kills the wolves.
The industrialist ideals-as personified in the Tin
Woodman-seem to have aflected the others as well. The
Scarecrow refers to the wolf massacre as "a good fight,"
and Dorothy merely thanks the Tin Woodman before eating
her breakfast ( 169). When the Wicked Witch sends another
plague of animals the next night, the Scarecrow follows in
the footsteps of the Tin Woodman, and turns into the male
protector, too. Bamn highlights this transt(xmation through
the Scarecrow's superhuman strength: "there were f()rty
crows, and forty times the Scarecrow twisted a neck, until
at last all were lying dead beside him. Then he called his
companions to arise, and again they went upon their journey" ( 169). His violence is almost mechanical, like the Tin
Woodman. None of the characters objects to the Scarecrow's
violent reaction and utter lack of respect for the wild animals. The reader must decide whether the party becomes
an uncaring and unfazed group of destroyers because ofthe
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influence ofthe industrial Tin Woodman or because ofthe
influence ofthe industrialized Emerald City.
After killing the Wicked Witch of the West, Dorothy and her companions try to return to the Emerald City
to have their requests honored; however, "there was no
road-not even a pathway-between the castle of the
Wicked Witch and the Emerald City ... [The four travelers1know, of course, they must go straight east, toward the
rising sun" ( 197). Interestingly, the western part of the
Land ofOz-like the western part of the United States-is
unmapped and unpaved. The West is a frontier for Dorothy, just like it was a frontier for the farmers of Baum 's
time. At first, the four travelers try to use the sun as a
source of direction, but eventually, Dorothy must call the
Winged Monkeys for help. The Winged Monkeys tell the
travelers that that they were captured and colonized by the
Wicked Witch. They describe their wild life before domestication; before they were under her control, they ''vvere
a free people, living happily in the great forest, flying from
tree to tree, eating nuts and fruit, and doing just as lthey]
pleased without calling anybody master" (204 ). The
Winged Monkeys' history parallels Oz's metropolitan development. The Wizard built the Emerald City as a shelter
against the Wicked Witches during their struggle tor power.
As a result of this power struggle, the Winged Monkeys
were captured and put under the control of the Witches. In
this way, the Winged Monkeys experience colonization and
domestication simultaneously.
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The Wizard refuses to see Dorothy and her friends
when they return to the Emerald City because he cannot
grant their wishes. The Wizard finally reveals that his identity, like his city, is an illusion,

"fJ ljust to amuse

myself~

and keep the good people busy, I ordered them to build this
City, and my palace; and they did it all willingly and well.
Then I thought, as the country was so green and beautiful,
I would call it the Emerald City. And to make the name fit
better I put green spectacles on all the people, so that everything they saw was green" (221 ). The Wizard takes
from the ground precious stones from which he constructs
an artificial city. He also creates artificial happiness. In
etTect, he destroys the natural green environment only to
replace it with his own, unnatural green environment. The
Wizard names the city in an equally incongruous manner.
"Emerald" describes the land, but the land is paved with
white marble. Likewise, the architects of the World's Fair
created Chicago from an illusion: "the fair's buildings were
temporary structures coated with plaster. Called the 'White
City,' it was the businessman's idea of civic order-white,
clean, and safe-everything it was not. It's an imaging
thing. The fair was an imaging thing" (Chicago: Ci(v

ol

the Century). Upon her return from the countryside, Dorothy also learns that Emerald City is an "imaging thing."
The entire endeavor-building a city-seems like
entertainment to the Wizard, a circus man from Omaha.
His transformation ofthe land becomes a game. Similarly,

Chicago's city-builders \\ere risk-takers who "see citybuilding as a supremely human art, and they sec that they
hm c a chance here to turn this prairie bog into a great city"

(Chicago:

Ci~r

oft hi! Cl!ntw:r). Emerald City becomes a

Utopia for the Wizard and, sadly, for the people whom he
tricks. Appearances mean

C\

erything. The environment

looks green and the people look happy. But this utopia is
very different from the utopia that Dorothy encounters in
the Munchkins' green tields and farms. Donald L. Miller
points out this discrepancy in the American understanding
of utopia: "this is an age that still believes in cities. Isn't
it interesting that the utopia is a city? In England Robert
Morris is writing at the same time that the utopia is in the
countryside" (qtd. in Chicago: Ci(r o(th£! Ci!ntwy). The
Wizard tells Dorothy that everything appears green to the
people because the city is "abounding in jewels and precious metals, and every good thing that is needed to make
one happy" (Ballin 222). Essentially, the Wizard claims
that the people in the city understand survival and success
in terms of their economy, not their natural environment.
This puzzles Dorothy because life in Kansas has taught
her just the opposite.
The Wizard promises to return Dorothy to Kansas
in order to redeem himself from his history of deception.
But he says,"' I haven't the faintest notion which way l Kansas ]lies. But the first thing to do is to cross the desert, and
then it should be easy to find your way home"' (240). The
desert surrounds the Land of Oz and separates it from the
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American Midwest. The desert protects Dorothy and the
Wizard while they live in Oz, but it also prevents them
from returning to Kansas. Eco-feminist critics understand
deserts as both maternal and erotic bodies of land (Carr
182). In this context, the desert is the characters' source of

delivery into and out of a foreign country. But the desert is
also a harrier. After the Wizard leaves in his balloon without her, Dorothy calls the Winged Monkeys to 11y her across
the desert. They say,'" [W]e belong to this country alone,
and cannot leave it. There has never been a Winged Monkey in Kansas yet, and I suppose there will never be, for
they don't belong there" (Baum 251 ). As Dorothy begins
to understand the struggle between man and nature, she
also hegins to learn the laws that govern and separate the
two worlds.
Ironically, despite the glorification ofthe Emerald
City as a utopia, the urban atmosphere proves bad for the
more natural characters. The Lion says,'" [C]ity life does
not agree with me at all ... I have lost much t1esh since I've
lived there"' (258). The Lion's admission pits rural life
against wild life.

He seems much happier and much

healthier when the group returns to his natural habitat.
Upon their return to the forest, however, nature must defend itselffrom the urbanized trespassers once again: "the
Scarecrow, who was in the lead, tinally discovered a big
tree with such wide spreading branches that there was room
for the party to pass underneath. So he walked fonvard to
the tree, but just as he came under the tirst branches they
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bent down and twined around him, and the next minute he
was raised from the ground and flung headlong among his
fellow travelers" (262). The trees serve as the spokespeople
for the forest. They stand at the edge of the vvoods to prevent human progression. The trees' automatic response to
throw the Scarecro\\ to the ground parallels the Tin
Woodman's automatic response to chop down trees as a
solution to every problem. The Lion understands the trees'
reaction as instinct because he protects the forest, too. He
says, "']T]he trees seem to have made up their minds to
fight us, and stop our journey''' (262). In The Wonderfit!
Wizard ofOz. immobility causes fear. Throughout the story,
the Tin Woodman fears that his joints will rust and he will
be rendered immobile. Nmv, the travelers fear that they
will be stuck in the outskirts of the forest. The trees are
rooted in the ground, but this does not prevent them from
fighting against human invaders. Dorothy and her companions become frightened because the trees overcome this
immobility and fight while they are still firmly rooted.
Before Dorothy and her companions reach Glinda's
castle in the Land of the Quadlings, they discover the edge
of the forest-the China Country. In this porcelain land,
Dorothy becomes acutely aware of her cflcct on the em ironment: "the little animals and all the people scampered
out of their \\ay, fearing the strangers would break them"
(Baum 276). While Dorothy recognizes that the characters
are fragile, her self-interests prevent her from preserving
the China Country. She asks a little china princess if she

-II

can take her home and display her on ;\utlt L111 \ mantle
she I1'. The ('hi na Pri llCL'SS begs I )orothy to ka\ c her a lone:
"'{ou

SCL', hLTl'

in our

tl\\ 11

country, '' c li\ c contentedly,

and can ta Ik ;tnd m1 n c around as '' L' please. But '' hcnc\ cr
any or u-; arc taken cl\\ <ty. ourjoints at once sti fkn and'' c
can only stand straight and look pretty" (275-276 ). Like
the Tin \Voodman, the China Princess worries about movement. She !Cars conlincmcnt. The China Princess docs
not want to be put on display--she docs not \\ant to he
captured and colonized for the amusement of a human
master. llcr situation can be understood on a less politicaL
more ecological scale. /\t the end of the nineteenth century, animal activists struggled against the popularity of
zoos. Rahn relates the confinement of animals in zoos to
the confinement of people in colonized countries:
the intense interest in nature ... was ollen bound
up\\ ith a desire to control it, or even exert domi-

nance

0\

er it. Victorian zoos ... not only pro-

vided exotic subjects for scientific study, but
sen cd as satisfying emblems both of human
domination over nature and
domination

0\

l~uro-;\merican

er the ·unci\ ilized'

\\Orl(,l.

Such

displays of control and dominance often required the destruction of the natural object itselL {:))
Dorothy plans to take the China Country's princess back
to Kansas as a sou\ cnir and place her on ;\unt Lm 's mantle.
The princess \\ould live in an unfamiliar, unnatural

-+2
em ironment and feel trapped, like a wild animal in a zoo.
Dorothy tries to comince the China Princess that life on
display will be fulfilling, but the princess knows better. At
the end ofhcrjourncy through Oz, Dorothy's sclfinterest
seems to take m cr again.
When Dorothy finally returns home, she must reconcile her ncwly-a\vare, Oz-intluenced self with the self
from her past life in Kansas. Culver concludes, "'our hothouse urban life, jl-laiiJ warned, 'tends to ripen ewrything
before its time,' and one consequence of this was an American child who passed into and out of adolescence without
learning to distinguish organic from mechanical forms"
( 614 ). But upon her return home, Dorothy demonstrates
her new maturity and understanding when Aunt Em addresses her as a "darling child"' and she responds ''gravely"
(Baum 307). Because she speaks seriously and answers
firmly, Dorothy appears more grmvn-up than Aunt Em's
form of address acknowledges. Dorothy, like the land in
Oz, ripens prematurely and unnaturally. During her travels through the plentiful farmlands, lush forests, and rich
urban culture of Oz, Dorothy is challenged to reexamine
her preconceived classifications. She learns that the lines
are often blurred. Still, she tries to distinguish between
vvhat is natural and what is not, what is wild and what is
not, and, more importantly, what is morally right. Moreover, she must decide whether she should act for herself or
act for her environment. As she is influenced by the industrial Tin Woodman, the agricultural Scarecrow, and the \vild
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and predatory Lion, Dorothy discovers that her own allegiances lie in both places. At the end, Dorothy seems to
have matured--she is no longer the innocent child from
the gray lands in Kansas. She comes of age in the "utopian" Oz just as Americans come of age in the "utopian"
Midwest. Though she has come to a deeper understanding
of the industrially- and ecologically-driven mindsets, Dorothy ultimately prefers the real, agrarian Kansas, her beloved "home," with its clearly defined distinctions between
wild and domestic, protector and destroyer, and its strong
natural-rather than industrial-forces.
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